to learn about the rest of the world and for non-Indigenous peoples to learn about First Nations concepts and especially about their land ethic. He credits his 'walkabout' in Australia between his pipefitting career and his university arts career with helping him achieve a global perspective on difference and commonality.
McDonald uses stylized versions of the ancient symbols of human-spirit connections in North America as incised or painted on rock surfaces across Canada. He also uses historical photos of well-known figures and of his own family. Most of these are triumphant, rich in colour and in power, except for the tragic Bigfoot ... (1993) , frozen in death against the snow at Wounded Knee, and the deeply moving After, Before the Pain (1995-96) , showing Crowfoot and his nine children, all of whom predeceased him, in a world of northern lights, where buffalo feed them and crows protect them.
The history is inescapable and shadows present and future, but McDonald is most interested in how we can all get along now and in the future. Sometimes he addresses this symbolically, as in Turtles Doing the Spiritual Square Dance (1999) , in which he juxtaposes rounded turtles, among his favourite spirit beings, with the square corners of city landscapes. Some of his images playfully undercut stereotypes, such as a golfing painting titled Gathering (1997) that suggests golf tournaments are providing a contemporary way for 'Aboriginal people ... [to gather] for some friendly competition,' just as they might have hunted and collected berries and told stories when he was a child. An Aboriginal doctor whose thunderbird headband and buffalo tie complement his white coat and stethoscope (Time-Honoured Traditions, 1999 ) is balanced by an elder Medicine Woman (1996) among birches. McDonald's own self-portrait, Dancing on a Table ( 1994) , juxtaposes a dark Calgary skyline with women who fall from the sky and metamorphose into butterflies while the dancer, his buckskin fringe alive with motion, advances towards a crow. And by far the most optimistic painting, 'created with input from the corporate world' and now in the collection of Albian Sands, Ltd, Fort MacMurray Athabasca Dreams 2 & 3, the Present and the Future (2001) shows a nonNative man talking to a First Nations man at a desk in front of two very realistic images: the 'present' of earth-moving machinery and a restored 'future' of a river flowing through a forest. McDonald emphasizes that, although everything he paints and writes is influenced by his own community and family, he does not speak for them, nor does he represent some mythical 'pan-Indian' consciousness. Place, family, history, belonging, home. Drawing on such ordinary words, Warren Cariou begins his memoir of growing up in northern Saskatchewan. The stories he recounts seem familiar: fishing, digging for arrowheads, moving to an old farm, learning about one's family. But there are also deeper truths in these stories, rooted in hidden secrets, lost for generations. In Lake of the Prairies, such stories are wakan, 'mysterious' in Lakota and they take time to be told so their truths may be revealed.
One such story Cariou's discovery of his own Metís heritage is central to the constellation of questions the author raises about identity and knowledge. But there is no thunderclap, no single moment of transition. Cariou's heritage slowly emerges from his recounting of the stories others tell his father, his uncles, his aunt, and others in his family. There is little remarkable about his initial self-description; at an early age, he is supposedly from 'Norwayfrancenglandgermany.' By itself, such a polyglot selfdescription would be unremarkable; the history of immigration from Europe to North America is replete with descriptions of 'mixed' marriages across lines of nationality and religion. But as Cariou shares his own history and self-discovery, issues of race and belonging begin to destabilize his original comfortable sense of himself as a white Canadian. To be Metís meant accepting an uncertain and negative position in society, one without clear boundaries or sense of belonging yet making sense of it anyway, rather than accepting 'the canyon of forgetting. ' Interwoven with larger considerations of race and place is the author's own story of growing up and leaving home. Beginning with his relationship with his parents and uncles, Cariou gradually reveals his own life growing up in Meadow Lake as a youth and then going to university and becoming a writer as an adult. Common life events his romance with his partner, Allison, or the deaths of his grandmother and father help reveal hidden complications of the seemingly easiest questions. Who am I? Where am I from?
But the power of this memoir does not come from a relatively bloodless sense of self-discovery. Risk and uncertainty underscore the elegiac quality of the stories being told. Sometimes the risk comes from outside the flight of fighter jets overhead, bombs ready to be released in an otherwise peaceful prairie landscape of woods and muskeg. Sometimes the risk comes from inside as a child, his fear of Native people, and also knowing that it must be kept hidden. Avoiding any immediate conclusions, Cariou deftly interweaves his own childhood observations of others and their impressions of him, revealing the mundane vulgarity of small-town racism and the deeper causes of prejudice.
Loss, too, plays a role. The loss of connection to others, whether it is from moving away to go to university, or as elders pass away, leaving only the ordinary products of their own handiwork as a bittersweet reminder of their departure. The changes wrought by time and place and personal choice have unforeseen consequences. For Cariou, there is no going back to fix the past; we can only learn from what we have, now, and from where we have been.
Throughout Lake of the Prairies it is this sense of gradual revelation that shapes and reveals the landscape of identity, not only of what you know, but also of what you don't know about yourself. In that, Lake of the Praries is itself a story being told about our own identities and how we relate to one another and we would be wise to listen carefully. (VICTOR J.
RAYMOND) Susan Fast. In the Houses of the Holy: Led Zeppelin and the Power of Rock Music
Oxford University Press 2001. vii, 248. $22.00
In the annals of rock music, the British quartet Led Zeppelin remains both an iconic presence and a crucial dividing point. Ruling over the rock landscape for the initial two-thirds of the 1970s, the band, with its alternately thunderous and gentle musical approach, and its welldocumented Dionysian excesses committed while on tour, eventually became one of the favourite targets of the punk-rock movement late in the decade, and soon found itself portrayed by brash upstarts such as The Clash and The Sex Pistols as the ultimate symbol of all that had gone wrong with rock and roll in the years since Elvis first shook his pelvis. Here in the new millennium, Led Zeppelin, its champions, and its detractors are still going strong: in the short space of time since Susan Fast's In the Houses of the Holy was published, Zeppelin has returned to top the charts with the CD and DVD release of How the West Was Won, which documents searing live performances from 1972; meanwhile, post-Zeppelin 'grunge' rocker Courtney Love has recently released the satirical 'Zeplin Song,' which excoriates a male companion for constantly playing the same Zeppelin hit on his guitar. No doubt none of this attention comes as a surprise to musicologist and music criticism professor Susan Fast, who places herself and her ecstatic (initial and continuing) response to Zeppelin at the centre of her work: 'Listening to the strength and energy of [Led Zeppelin's] "Immigrant Song" was an empowering experience,' Fast writes. 'I had no idea what the lyrics were, but that riff ... its timbre so insistent and confident ... and [singer Robert] Plant's majestic if incomprehensible proclamations, made that song where I wanted to live. ' It is Fast's obvious love and enthusiasm for her subject matter that makes In the Houses of the Holy ultimately cohere, despite her at times unwieldy multidisciplinary critical approach, which combines journalism, musicology (including musical notation), critical theory, and even (in a democratic postmodern gesture) solicited fan responses. Of 'Stairway to Heaven,' the band's quintessential hit (and likely target of the aforemen-
